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"FRAMEWORKS" 
AT  DOWNTOWN  BRANCH 

FRAMEWORKS,  an  exhibition  of  recent  art  utilizing  the  photographic  image, 
is  on  view  at  the  Downtown  Branch  of  the  Whitney  Museum  of  American  Art 
through  May  24.     Included  are  14  mixed  media  works  by  six  artists  and  25 
films  by  14  independent  filmmakers.    The  films  are  being  screened  in  six 
one-hour  programs,  one  each  week  for  the  duration  of  the  exhibition. 

FRAMEWORKS  is  not  an  exhibition  of   conventional  photography.     In  all  of  the 
work  the  photograph  serves  a  purpose  above  and  beyond  the  literal  depiction 
of  subject  matter.    The  photographic  image  is  an  element  in  every  piece  but 
is  always  collaged  or  combined  with  ether  photographs  or  text  to  create 
provocative  juxtapositions  that  engage  the  viewer  intellectually  as  well  as 
visually.    The  films  represent  a  major  effort  to  extend  the  possibilities 
of   this  art  form. 

The  exhibition  consists  of  works  by  such  well-known  artists  as  Michael 
Snow,  Hollis  Frampton  and  John  Baldessari,  as  well  as  Brian  Wood,  John  Fernie 
and  others  whose  work  has  had  little  exposure  in  New  York. 

The  exhibition  was  organized  by  five  Helena  Rubinstein  Fellows  in  the 
Whitney  Museum's  Independent  Study  Program:  David  Brodherson,  Utah  State 
University;  Maggie  Fcrdon,  Vassar  College;  Lena  Hyun,  University  of  California, 
Santa  Barbara;  Steven  Poser,  University  of  Calgary,  Canada;  Steven  Schlough, 
State  University  of  New  York,  Buffalo.     The  Downtown  Branch  of  the  Whitney 
Museum  is  under  the  direction  of  David  Hupert,  Head  of  the  Museum's  Education 
Department;  the  Branch  Manager  is  Lisa  Phillips. 

For  further  information: 
Patricia  Tate  (212)  /94-0653 

Linda  Gordon  or  Ruth  Kavesh  (212)  794-0633  May  1978 
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FRAMEWORKS 
EXHIBITION  CHECKLIST 

L.        David  Askevold 

The  Ambit,  eighth  clause,  1975"76 

Color  photographs  with  text,   two  panels,  AO  x  30  inches  each. 
John  G  i  bson  Gal  1 ery 

2.        John  Baldessar i    (b. 19^1 ) 

Structure  by  Color  Series:  Simone  with  Fruit,  1975 
Six  color  photographs,  8x10  inches  each. 
Sonnabend  Ga 1 1 ery 

3-        John  Fernie 

Uncle  Jack  Who  Left  Everything  to  Violet  Thunder,  1976 
Black  and  white  photograph  and  text  with  silk  screen  titles, 
five  panels,  AO  x  30  inches  each. 
John  Gibson  Gallery 

k.        Mordecai   Kelly,  1976 

Black  and  white  photograph  and  text,  two  panels,  30  x  AO  inches  each. 
John  Gibson  Gallery 


Barry  Gerson   (b.  1939) 
Untitled,  1976 

Photographic  construction,  black  and  white,  21  x  17  inches 
Lent  by  the  artist 

Untitled,  1976 

Photographic  construction,  color,   1 3i  x  18  inches. 
Lent  by  the  artist 


Untitled,  1977 
Photographic  construction, 
Lent  by  the  artist 


black  and  white,  8x7  inches. 


Untitled,  1977 

Photographic  construction,  black  and  white,  11  x  10  inches 
Lent  by  the  artist 

Lover's  Leap,  1978 

Photographic  construction,  color,   10i  x  1 5i  inches. 
Lent  by  the  artist 


Sand  Boxed, 


Mixed  media 
Lent  by  the 


1976 

construct  ion, 
artist 


65i  x  !8i  x  16  inches. 


Digitized  by 

the  Internet  Archive 

in  2013 

http://archive.org/details/frameworksexhibi1128unse 


1 1 .  Jean  Le  Gac 

The  Excursion,  197^ 

Nine  color  and  black  and  white  photographs  with  text,  18  x  11  5/8  inches  each. 
John  G  i  bson  Gal  1 ery 

12.  Brian  Wood  (b.  19*»8) 
Granary,  1976 

Black  and  white  photographs,  ^40  x  30  inches. 
Lent  by  the  artist 

13.  Untitled,  1977 

Color  photographs,  60  x  40  inches. 
Lent  by  the  artist 

14.  Untitled,  1977 

Color  and  black  and  white  photographs,  two  panels,  50  x  kO  inches  each. 
Lent  by  the  artist 


FRAMEWORKS:       APRIL  19  - 


MAY  24  1978 


FILMS 

Downtown  Branch 

Whitney  Museum  Of  American  Art 

55  Water  Street 


April  20  &  21 

BRAKHAGE :  The  Process   (1972);   BROUGHTON :   This   Is   It  (1971); 
KUBELKA:   Unsere  Afrikareise   ( 1 96 1 -66) ;  MEKAS:  Award  Presentat  ion  To 
Andy  Warhol    (196*0;   SNOW:   New  York  Eye  And  Ear  Control  (196*4) 

April  24,  25  &  27,  28 

BRAKHAGE:   The  Riddle  Of  Lumen   (1972);  CONRAD:   Straight  And  Narrow  (1970) 
FISHER:   Production  Stills   (1970);  FRAMPTON:   Lemon  (1969); 
GEHR:  Wait   (1968);  GERSON:   Shadow  Space  (1973) 

May  1,  2  &  4,  5 

BAILLIE:  Castro  Street  (1966);  FRAMPTON:  Pal indrome  (1969); 
LANDOW:  Thank  You  Jesus  For  The  Eternal   Present  Part   I    (1973),  and 
Part   II    (1975-76);  Wide  Angle  Saxon  (1976) 

May  8,  9  &  11,  12 

BRAKHAGE:   The  Wonder  Ring   (1955);  Moth) ight  (1963); 
CONNOR:  Report  (1963-67);  Five  Times  Mari lyn  (1973); 
FISHER:  The  Director  And  His  Actor  Look  At  Footage  Showing 
Preparations  For  An  Unmade  Film  (1968) 

May  15,  16  &  18,  19 

FRAMPTON:   Nostalgia   (1971);  Poetic  Justice  (1972) 


May  22  &  23 

FRAMPTON:   Critical  Mass   ( 1 971 ) ;  NOREN:  Huge  Pupi Is 


SCREENINGS  WILL  BEGIN  AT  12:30 


FRAMEWORKS:  APRIL  19  -  MAY  24,  1978 
FILMS 


DOWNTOWN  BRANCH 


WHITNEY  MUSEUM  OF  AMERICAN  ART 


APRIL  24,  25  &  27, 


28 


FILMS  WILL  BE  SCREENED  AT  12:30 


Ernie  Gehr:  Wa  i  t   (1968)   7  min. 

"...essence  of  cinema.     The  two  dimension/three  dimension  contradiction 
rarely  so  tense.     The  truth  about  how  a  life-space,   life-objects  are 
conveyed  to  an  audience  via  film.     Dependency  on  light,   the   image  as 
light,   the  screen  rapid   (16  or  2k  times  per  second)   bouncings  of  light 
to  an  audience.     Total   control  of  the  life  image  by  the  medium;  the 
audience  sees  it  as  the  cameraman  chooses  to  interpret   it;   how  much  of 
the  scene  will  he  choose  to  show  them,  how  much  time  will   he  compress  or 
expand,  at  what  aperture  will   he  choose  to  expose  the  scene  to  the  film, 
etc.,  etc.     What  entirely  new  organic  film  entity  will   he  make  of  the 
life-material?    A  profound  and  supremely  tactile  work. "--Ken  Jacobs 

Hoi  lis  Frampton:   Lemon   (for  Robert  Huot)    ( 1 969 )   7?  min. 

"As  a  voluptuous  lemon  is  devoured  by  the  same  light  that  reveals  it,  its 
image  passes  from  the  spatial  rhetoric  of  illusion  into  the  spatial  gram- 
mar of  the  graphic  arts."--H.F. 

Beverly  &  Tony  Conrad:   Straight  And  Narrow  (1970)   10  min. 

"Straight  And  Narrow  is  a  study  i n ■ subj ec t i ve  color  and  visual  rhythm. 
Although  it   is  printed  on  black  and  white  film,   the  hypnotic  pacing  of  the 
images  will  cause  the  viewers  to  experience  a  programmed  gamut  of  hallucina 
tory  color  effects.     Straight  And  Narrow  uses  the  f 1 i cker : phenomenon  ...  not 
as  an  end   in   itself,   but  as  an  effectuator  of  other  related  phenomena.  In 
this  film  the  colors  which  are  so   illusory   in  The  F 1 i  cker  are  visible  and 
under  programmed  control  of  the  filmmaker.     Also,  by  using   images  which 
alternate  in  a  vibrating  flickering  schedule,  a  new  impression  of  motion 
and  texture  is  created. 

"The  energy  which  comes  to  the  viewer  of  Straight  And  Narrow  is  in  large 
part  due  to  the  sound  track,  which  is  the  composition  "Ides  of  March", 
realised  by  Terry  Riley  and  John  Cale.     Both  the  visual    image  and  the 
sound  go  through  continual  changes  and  evolution;   the  film  is  a  tour  de 
force  in  richness  and  variety  of  texture  that  can  be  achieved  through 
very  simple  composition  of  minimal  materials   (horizontal  and  vertical 
stripes)  when  they  are  controlled  from  frame  to  frame. "--T.   &  B.C. 


Stan  Brakhage:   The  Riddle  Of  Lumen   (19/2)    131"  min. 

"The  classical   riddle  was  meant  to  be  heard,  of  course.     Its  answers  are 
contained  within   its  questions;  and  on  the  smallest  piece  of   itself  this 
possibility  depends  upon  SOUND--"utter 1 y",    like  they  say... the  pun  its 
pivot.     Therefore,  my  Riddle  Of  Lumen  depends  upon  qualities  of  LIGHT. 
All   films  do,  of  course.     But  with  The  Riddle  Of  Lumen,   "the  hero"  of  the 
film  is  light/itself.     It   is  a  film  I'd  long  wanted  to  make--inspired  by 
the  sense,  and  specific  formal   possibilities,  of  the  classical  Eng.-lang. 
r i dd 1 e. . . on  1 y  one  appropriate  to  film  and,   thus,  as  direct  from  language 
as   I  could  make  1 1 . 1 '  —  S . B . 

Barry  Gerson:   Shadow  Space  (1973)  6  min. 

"Plant  and  window  frame  shadows  are  animated  through  use  of  single 
framing   in  conjunction  with  precisely  planned  camera  movemen t s- -g i v i ng 
the  illusion  of  movement.     Objects  turn  around-  shadows  move  on  brown 
wall  and  on  side  of  large  wooden  ambiguous  obj ec t- -sun  1  i gh t  mixes  with 
polished  wood  grain  to  form  beautiful   oranges.     A  confined  space  alive 
and  teeming  with  energy  —  shapes  merge  forming  new  shapes.     Red  curtains 
blow  violently-stark  light  reflections  appear  and  d  i  sappea  r  .  "--B  .  G  . 

Morgan  Fisher:   Product  i  on  Stills   (1970)    11  min. 

Camera  operator:  John  Bailey;  sound  recordist:  Nancy  Young;  photographers 
Thorn  Andersen  and  Morgan  Fisher;   photographers'  assistant:   Faye  Andersen. 

"A  single  static  close-up  shows  a  succession  of  black-and-white  Polaroid 
photographs  that  record  the  circumstances  surrounding  the  product  ion .  "--M 


FRAMEWORKS: 

FILMS  MAY  1,  2  &  4,  5 


DOWNTOWN  BRANCH  -  WHITNEY  MUSEUM  OF  AMERICAN  ART 

FILMS  WILL  BE  SCREENED  AT  12:30 

Bruce  Baillie:  Castro  Street   (1966)  10  min. 

"Inspired  by  a   lesson  from  Eric  Satie;  a  film  in  the  form  of  a  street-- 
Castro  Street  running  by  the  Standard  Oil   Refinery  in  Richmond,  California., 
switch  engines  on  one  side  and  refinery  tanks,   stacks  and  buildings  on  the 
othei — the  street  and  film,  ending  at  a  red  lumber  company.     All  visual  and 
sound  elements  from  the  street,  progressing  from  the  beginning  to  the  end  of 
the  street,  one  side  is  black-and-white  (secondary),  and  one  side  is  coloi — 
like  male  and  female  elements.     The  emergence  of  a  long  switch — engine  shot 
(black-and-white  solo)    is  to  the  film-maker  the  essential  consciousness." 
--B. B. 


Hollis  Frampton:  Pal  i nd rome  (1969)  22  min. 

"The  menacing   latin  palindrome   IN  G I RVM   IMVS  NOCTE  ET  CONSVMIMVR  IGNI 
(By  night  we  go   (down)    into  a  gyre  /  and  we  are  consumed  by  fire)  serves 
as  epigraph  to  this  animated  film.     Anima   is   imparted  to  12  variations  on 
each  of  ^0  congruent  phrases,  metamorphosed  from  the  chemically  mutilated 
flesh  of  color  film  itself ...  .''--H.F. 


George  Landow:  Thank  You  Jesus  For  The  Eternal  Present 
Part  1    (1973)  5  JTk  min. 
Part  I  I    (1975-76)   10  min . 

"Perhaps  these  films  will   counter  the  harmful  effects  of  the  mass  media.  If 
so,    it  will   be  by  stimulating  other  parts  of  the  mind,  not  the  part  which 
reacts  to  emotional   traps  set  by  the  media   i ndustry. "--Peter  Rawls 

Wide  Ang 1 e  Saxon   (1976)   12  min. 

The  man  in  this  picture  is  on  his  way  to  see  a  film  at  Walker  Art  Center  in 
Minneapolis,  Minnesota.     ...He  sees  a  woman  and  the  image  remains  with  her. 

...She  does  nazi  the  man  and  she  does  not  remember  him.  She  wonders  why  her 
picture  is  being  taken. 


FRAMEWORKS: 

FILMS  MAY  8,  9  &  11,  12 
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FILMS  WILL  BE  SCREENED  AT  12:30 

Stan  Brakhage:  The  Wonder  Ring   (1955)  min. 

"On  a  theme  suggested  by  Joseph  Cornell.     A  sharp  change  in  Brakhage's  work, 
we  see  New  York's  Third  Avenue  El    (since  demolished)  as  though  through  the 
eyes  of  a  child  on  a  merry-go-round . "--C i nema  16 

Mothl ight   (1963)  4  min. 

"What  a  moth  might  see  from  birth  to  death  if  black  were  white  and  white 
were  black. "--S. B. 

"Brakhage  made  Mothl  ight  without  a  camera.     He  just  pasted  mothwings  and 
flowers  on  a  clear  strip  of  film  and  ran  it  through  the  printing  machine." 
--Jonas  Mekas 

Bruce  Connor:   Repor t   (1963~67)   13  min. 

"Connor  is  the  most  brilliant  film-editor  of  the  avant-garde.     In  Report 
he  has  used  newsreel   footage  and  radio  tapes  of  President  Kennedy's 
assass i nat Ton  to  produce  a  thi rteen-minute  movie  that  captures  unbearably, 
yet  exh i 1 arat i ng 1 y  the  tragic  absurdity  of  that  day ."- -Newsweek 

Five  Times  Marilyn   (1973)   1  3 i  min. 

"A  memorial   to  Marilyn  Monroe. "--B. C . 

Morgan  Fisher:  The  Director  And  His  Actor  Look  At  Footage  Showing 
P  repa  ra  1 1 ons  For  An  Unmade  Fi lm   (1968)   15  mm. 

Camera  assistants:   Rick  Wilson  and  Alan  Fisher;   sound  recordist:  Paul 
Morrison;  with  Paul  Morrison  and  Morgan  Fisher. 

"After  an   initial   shot  which  shows  them  checking  the  projector  and  testing 
the  sound   level,   the  director  and  his  actor  look  at  four  sections  of  exactly 
organized  film  that  document  preliminary  work  for  a  film  that   (it   is  evident) 
they  do  not  intend  to  make.     The  first  section  shows  them  taking  stills  for 
a  photographic  storyboard;   the  projected  film  depicts  someone  in  the  act  of 
taking  photographs.     The  second  section  shows  the  director  developing  the 
negatives  that  he  and  the  actor  took.     The  third  section  shows  the  director 
examining  his  photographs,  then  arranging  them  into  a  storyboard  in  the 
order  he  took  them  in;   the  photographs  are  then  consecutively  shown  in 
close-up.     The  forth  section  shows  the  actor  examining  his  photographs,  then 
arranging  them  in  the  same  order  he  took  them  in;   the  photographs  are  then 
consecutively  shown  in  c lose-up . "--M . F  . 


FRAMEWORKS: 

FILMS  MAY  15,  16  Sc  18,  19 


DOWNTOWN  BRANCH  -  WHITNEY  MUSEUM  OF  AMERICAN  ART 

FILMS  WILL  BE  SCREENED  AT  12:30 

Hollis  Frampton:   Hapax  Legomena   I:    (Nostalgia)    (1970   36  min. 
Narrator:  Michael  Snow 

"Nos  ta 1 g  i  a ,  beginning  as  an  ironic  look  upon  a  personal  past,  creates  its 
own  filmic  time,  a  past  and  future  generated  by  the  expectations  elicited 
by  its  basic  disjunctive  s t ra tegy . " --Annet te  Michelson 

"In  Nos  ta 1 g i  a  the  time  it  takes  for  a  photograph  to  burn   (and  thus  confirm 
its  two-dimensionality)   becomes  the  clock  within  the  film,  while  Frampton 
plays  the  critic,   asynchronously  glossing,   explicating,   narrating,  mythol- 
ogizing  his  earlier  art,  and  his  earlier   life,  as  he  commits  them  both  to 
the  fire  of  a   labyrinthine  structure;  for  Borges  too  was  one  of  his  earlier 
masters,  and  he  grins  behind  the  facades  of  logic,  mathematics,  and  physical 
demonstration  which  are  the  formal  metaphors  for  most  of  Frampton's  films." 
- -P . Adams  S  i  tney 

Hollis  Frampton:   Hapax  Legomena   II:    (Poetic  Justice)    (1972)   31:30  min. 

"In  Poet  i  c  Just  i  ce ,  Frampton  presents  us  with  a   'scenario'  of  extreme 
complexity   in  which  the  themes  of  sexuality,    infidelity,  voyeurism  are 
'projected'    in  narrative  sequence  entirely  through  the  voice  telling  the 
tale--again   it   is  the  first  person  singular  speaking,  however,    in  the 
present  tense  and  addressing  the  characters  as   'you',    'your  lover',  and 
referring  to  an   'I'.  We  see,  on  screen,  only  the  physical  aspect  of  a 
script,  papers  resting  on  a  table... and  the  projection   is  that  of  a  film 
as  consonant  with  the  projection  of  the  m i nd . "--Annette  Michelson 


"Hapax  legomena  are,    literally,    'things  said  once1.  The  Greek  scholarly 
jargon  refers  to  those  words  that  occur  only  a  single  time   in   the  entire 
oeuvre  of  an  author,  or   in  a  whole   literature.   The  title  brackets  a  cycle 
of  seven  films,  which  make  up  a  single  work  composed  of  detachable  parts, 
each  of  which  may  be  seen  separately  for  its  own  qualities.   The  work   is  an 
oblique  autobiography,   seen   in  stereoscopic  focus  with  the  phylogeny  of 
film  art  as   I   have  had   to  recapitulate   it  during  my  own  fitful  develop- 
ment as  a  film-maker.   Hapax  Legomena   incorporates  what   I   could   learn  along 
the  way  of  making   it,  and   includes  my  own  false  starts  and  blind  alleys... 
what  T.E.   Hulme  once  called    'the  cold  walks,  and   lines  that   lead  nowhere'. 
Such   1 doubl e-v i s ion ' --that   is,   the  super impos i t i on  of  a  personal  myth  of 
the  history  of  one's  art  upon  a  factual  account  of  one's  own  persona-- 
certainly  does  not  originate  with  me.  At  least,    I   believe  I   see  ample 
precedent  in  the  last  two  books  of  James  Joyce . "--H . F . 


FRAMEWORKS: 

FILMS  MAY  22  &  23 


DOWNTOWN  BRANCH  -  WHITNEY  MUSEUM  OF  AMERICAN  ART 

FILMS  WILL  BE  SCREENED  AT  12:30 

Hollis  Frampton:   Hapax  Legomena   III:    (Critical  Mass)    (1970  25:30  min. 

Performers:   Frank  Albetta,  Barbara  D i Benedet to .   Sound  recordist: 
Larry  Gottheim. 

"As  a  work  of  art   I    think  Cr  i  t  ica I  Mass   is  quite  universal  and  deals 
with  all   quarrels   (those  between  men  and  women,  or  men  and  men,  or 
women  and  women,  or  children,  or  war.)    It   is  war. '...It   is  one  of  the 
most  delicate  and  clear  statements  of   inter-human  relationships  and 
the  difficulties  of  them  that   I   have  ever  seen.    It   is  very  funny,  and 
rather  obviously  so.    It   is  a  magic  film  in  that  you  can  enjoy  it,  with 
greater  and  greater  a-prec i a t i on ,  each  time  you  look  at   it.  Most 
aesthetic  experiences  are  not  enjoyable  on  the  surface.   You  have  to 
look  at  them  a  number  of  times  before  you  are  able  to  fully  enjoy  them, 
but  this  one  stands  up  at  once,  and  again  and  again,   and   is  amazingly 
cl ear . "--Stan  Brakhage 

Andrew  Noren:   The  Adventures  of  the  Exquisite  Corpse  -  Part  I: 
(Huge  Pup  i  1  s  ) 

"...During  these  coming  years,   there  will   be  more  and  more  comparisons 
between  the  meanings  and  characteristics  of  the  literary  forms  and  their 
parallels   in  cinema.  Noren's  film  falls   in  the  category  of  the  diary  or 
notebook ....  (Huge  Pupils)    is  a  diary  that  consists  of  a  series  of  shots 
(from  one  to  two-and-a-half  minute)   segments.   Some  of  the  segments  are 
miniature  pieces  of  daily  realism,  others  are  extended  haikus,  still 
others  are  small   romantic  poems.    ..."--Jonas  Mekas 


